them as Realist, and they were recast as Naturalist. The comparison to instantaneous photography also affected Courbet's legacy since, as Young explains in the conclusion, interpreting his paintings as frozen in time rather than durational deprived them of meaning in the present, and they could thereby be drained of their politics. It is as though the very possibility of an enduring, absorbed state was denied. In the end, then, the book is about the disappearance of Realism as an artistic category as well as the diminishing possibilities for absorption in the modern world.
This last point brings me to what I find most compelling about Young's argument : the connections to the present day and to current calls for a slower approach to life. In another recent book about time, 24/7 : Late Capitalism and the Ends of Sleep (2013) , Jonathan Crary describes the intensification of modern time, so that today, in 24/7 time, we feel compelled to fill every instant with productivity, while any remaining moments are dedicated to consumption. He argues that this tendency robs us of any time to be filled by daydreaming or introspection, or what Young calls absorption. Crary writes, "Billions of dollars are spent every year researching how to reduce decision-making time, how to eliminate the useless time of reflection and contemplation. This is the form of contemporary progress -the relentless capture and control of time and experience."9 According to Crary, sleeping and waiting are the only instances of empty time in our lives that offer the possibility of resistance. Crary does not say much about art in his book, leaving untouched the question of whether art can serve as a mode of resistance. Young's book fills that void, showing how the late Realist artists sought out spaces and moments that had not yet been colonized by modern, disciplined time and painted them in a way that called attention to their distinct temporalities. The implication of Young's argument is that the beholder of these paintings -absorbed in slow looking -is also engaged in a form of resistance. Though this is not the type of book one would assign to undergraduate students, the argument is relevant to their lives and therefore worth introducing to them. Amid the endless stream of images that come our way as part of the twenty-first-century visual economy, Young's book provides a lesson in the value of slow looking. ¶ Central to Minor's understanding of the art and culture of this period is the dichotomy between baroque and classical visual rhetoric. He characterizes baroque visual rhetoric as optimistic, awe-inspiring, vivid, grand, consoling, and frame-breaking. Moreover, the baroque artist created works that are "perceptually challenging" (48), employing sophisticated metaphors and conceits in the form of layered ontologies. He connects these qualities to the celebratory rhetoric and culture of the Jesuits in the seventeenth century, and places them in opposition to the restraint, clarity, and calmness that characterize classical visual rhetoric. The baroque style, however, declined in popularity during the late-seventeenth and early-eighteenth centuries ; baroque art eventually became associated with cattivo gusto, or bad taste, and classical art with buon gusto, or good Minor's work is a significant contribution to the rich body of scholarship on rhetoric and the visual arts in early modern Europe that has developed since the 1950s, from the foundational work of John R. Spencer to the studies by Michael Baxandall, David Summers, Patricia Rubin, Marc Fumaroli, Caroline van Eck, and Maarten Delbeke, to name only a few. Much of this scholarship engages in close textual readings of early modern literature on art to reveal the relationship between rhetoric and the production or reception of images, or to analyze the rhetoric of the texts themselves ; other studies focus on how particular rhetorical devices, such as enargeia (vividness), serve to persuade or move the viewer in a work of art. Minor engages with these interests as well, but his work stands out for his use of modern critical theory to better understand the rhetorical devices at play in baroque art.
Indeed, Minor dedicates a full chapter to "Critical Perspectives," and constantly returns to discussions of theory and methodology throughout the book, drawing ideas from a wealth of philosophical and theoretical sources in order to elucidate various aspects of his selected works of art. The author does not adhere strictly to one theoretical model when examining his objects of study ; however, there are certain theoretical concepts and assumptions that are central to how he understands the art and culture of the Baroque. Minor favours the perspective of Martin Heidegger in particular, especially his idea that baroque art is "truth-disclosing." The parergon or frame as discussed in the writings of Immanuel Kant and Jacques Derrida is another concept used prominently in his analysis. In addition to looking at painted or architectural frames that define the layered ontologies in his selection of works, he follows the lead of Gilles Deleuze by devoting considerable attention to the drapery framing sculptural bodies and the baroque fold in general. The concept of the sublime comes up over and over again as well, as Minor discusses the inexpressibility topos Filippo Baldinucci used to describe Bernini's Baldacchino, the complex architectural geometry of Borromini's Sant'Ivo alla Sapienza, and the representation of Mary Magdalene's theophanic moment in one of Philippe de Champaigne's paintings for the convent of Port-Royal.
These foundational ideas are interlaced with philosophy and theory by Georg Wilhelm Friedrich Hegel, Paul de Man, Michel Foucault, Walter Benjamin, Sigmund Freud, Gottfried Leibniz, Mieke Bal, Norman Bryson, and others, making for complex and insightful arguments and reflections. In tandem with foregrounding critical theory and reflecting on the philosophy of art, Minor sometimes writes about the history of art historical methodology as well, a fact that will surprise no one who is familiar with his book Art History 's History (1994 and 2000) . The way Minor navigates philosophical issues and critical theory not only enriches our understanding of baroque art, but also makes this book relevant for any scholar interested in art historical methodology. 
Itay Sapir
Qu'esT-ce Qu'un « ouvraGe de réfé-rence » sur un peintre ? Comment saiton qu'on a entre les mains ce qu'en anglais on appellerait « the definitive account », nous donnant, pour un temps, le fin mot sur la carrière d'un artiste ? La question est épineuse, d'autant plus lorsqu'il s'agit d'un peintre -Caravage -sur lequel tout semble avoir déjà été dit, un artiste qui est l'objet d'un véritable déluge de publications depuis une vingtaine d'années.
Le nouveau Caravage de Giovanni Careri donne plusieurs indices de sa candidature sérieuse à être désormais l'ouvrage de référence -en français à tout le moins -sur le peintre lombard. Le titre tout d'abord : c'est tout simplement le nom de l'artiste qui apparaît sur la couverture, même si un sous-titre, dont je parlerai plus loin, apparaît sur la page 
